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“Real”	  lives	  and	  “ordinary”	  objects:	  
Partisan	  strategies	  of	  art-­‐making	  with	  garment	  workers	  of	  the	  Western	  Cape.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  
	  In	   this	   project,	   located	   in	   the	   Western	   Cape,	   I	   converge	   with	   local	   artists,	   Gerard	  
Sekoto	  and	  Siona	  O’Connell,	  as	  well	  as	  international	  artists	  such	  as	  Ai	  Weiwei	  in	  China,	  Jun	  
Nguyen-­‐Hatsushiba	   in	   Vietnam	   and	   Doris	   Salcedo	   in	   Colombia.	   We	   all	   deploy	   ordinary	  
objects	  to	  work	  against	  a	  range	  of	  hegemonic	  paradigms,	  expressing	  the	  plight	  of	  marginal	  
communities	   in	  varying	  but	  connected	  ways.	  These	  “ordinary”	  objects,	   through	  the	  unique	  
vision	  of	  the	  artist,	  become	  more	  than	  mere	  instruments	  of	  labour,	  or	  even	  mere	  metaphors	  
for	  the	  workers’	  plight:	  they	  become	  part	  of	  a	  partisan	  aesthetic.	  	  
The	  manner	  in	  which	  Sekoto,	  Nguyen-­‐Hatsushiba,	  Weiwei,	  Salcedo	  and	  O’Connell	  use	  
ordinary	  objects	  like	  the	  pick,	  the	  rickshaw,	  the	  sunflower	  seed,	  the	  table/shoe	  and	  the	  ball	  
gown	  to	  address	  globalisation,	  modernisation,	  the	  plight	  of	  the	  worker,	  the	  consequences	  of	  
colonialism	  and	  war	  and	  how	  we	  live	  in	  the	  aftermath	  of	  an	  oppressive	  regime	  inspired	  me	  
to	  use	  ordinary	  objects	  to	  create	  political	  art	  and	  render	  the	  lived	  realities	  of	  garment	  
workers	  in	  the	  Western	  Cape.	  	  	  
Scholars	  like	  Paulo	  Freire,	  Achille	  Mbembe,	  Anthony	  Bogues	  and	  Jacques	  Rancière	  undergird	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Prologue
My interest in this project is rooted in my di-
rect relationship with the many women who 
worked as seamstresses in the South African 
garment and textile industry during and af-
ter the apartheid regime. The demographics 
of the clothing and textile industry have been 
shaped by the segregationist policies of apart-
heid, the legacies of which are still imprint-
ed on the lives of the women who continue 
to work in the factories. My mother started 
working in a factory as a seamstress at the age 
of sixteen and, now seventy-six, is still work-
ing in the industry. As the daughter of a fac-
tory worker, I experienced first-hand how my 
mother struggled with feelings of powerless-
ness, hopelessness and alienation. I witnessed 
how the birth of democracy in 1994 rekindled 
hope for a better life-only to see how that hope 
was dashed as the years went by and nothing 
seemed to change in the material realities of 
life. Having struggled to attain a university ed-
ucation, I now feel compelled to highlight the 
ongoing plight of my mother and other local 
seamstresses. In my work I turn to the “ordi-
nary” objects of these seamstresses and cre-
atively draw attention to the very “real” lives 
attached to them, in the hope of highlighting 
larger questions of belonging and alienation in 
post-apartheid South Africa.
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 Notes on the document
This written component of my project helps 
fulfil the specific requirements of the MFA 
degree, by providing contextualisation for and 
supplementation to the visual research. It is not 
the primary object offered for examination. 
The artworks in my exhibition are the focus of 
the exam, and as such this document is inten-
tionally concise, with a very clear mandate.
Its mandate is to locate my work within a 
broader field of research and aesthetics. I 
achieve this mandate by inviting artists, the-
orists and seamstresses into my textual field, 
in the form of images, recorded interviews, 
and actual and theoretical formulations. The 
images I engage with are catalogued using a 
system of captions that offer the name of the 
artist, the title, the medium, and the year and 
date of completion. The various interviews I 
conducted as part of this process feature in an 
addendum as “A” (artist) and “B” (interviews 
at Abramz Clothing). 
The Western Cape archives and the Main and 
Hiddingh Hall libraries at UCT all served as 
productive ports of entry into my visual and 
social research. This process was not exhaus-
tive, but offered a fertile space for thinking 
through my conceptual concerns. 
The document itself is referenced via the 
author-date (“Harvard”) method, as per the 
university’s requirements. Unless otherwise 
stated, all photographic images were taken by 
the author. All textual references are itemised 
in the bibliography.
Finally, and crucially, I want to mention that 
all the images of my visual research, as well as 
this document, will eventually be sent to the 
living artists and workers that I converse with 
in this text. In this final gesture, I offer the 
fruits of my academic labour to my “brothers” 




“Lives lived on the margins of social, polit-
ical, cultural, economic and geographical 
borders are lives half lived. Denied access to 
legal, economic and political redress, these 
lives exist in a limbo-like state that is largely 
preoccupied with acquiring and sustaining 
the essentials of life.”
(Downey 2009:109)
Keywords: alienation, art-making, garment 
workers, ordinary lives, margin, ordinary ob-
jects, sewing machine, subjugated communities, 








































Introduction: A concern 
for the “real” and the “ordinary”
The history of artistic production includes a 
number of instances in which the life of the 
worker or the “ordinary” individual has been 
foregrounded. Gustave Courbet is perhaps 
best known in this regard; his concern for the 
lives of subjugated workers, and his attendant 
discourse on Realism1, is most visible in the 
painting The Stonebreakers (1849-1851).
Here Courbet displays the instruments of 
labour - the pick and axe-and the power 
they have to “speak” to the limitations and 
conditions experienced by their user, even 
as they declare that user’s particular set of 
skills. These “ordinary2” objects, through the 
unique vision of the artist, become more than 
mere instruments of labour, or even mere 
metaphors for the workers’ plight: they be-
come part of a partisan aesthetic. 
1 Realism is the depiction of “real” life. The Realist painters 
used common labourers and ordinary people in ordinary 
surroundings, engaged in real-life activities, as subjects for 
their work. Realism emerged in France in the aftermath 
of the 1848 Revolution, which overthrew the monarchy 
(Finocchio 2004). Available: http://www.metmuseum.org/
toah/hd/rlsm/hd_rlsm.htm [2015, June 26]. For further 
reading see Linda Nochlin: Realism (1971).
2 The word “ordinary” is interchangeable with “quotidian”. 
Eleanor Heartney explains that ordinary objects operate 
as words do, generating multiple and even contradictory 
meanings, depending on their context (2013:51). Further-
more, she asserts that manufactured objects have a life of 






































































This aesthetic offers a strategy, foreground-
ing human struggles that, although easily 
relegated to the category of “victimhood”, in 
fact authorise the enunciation of a voice for 
those who have not as yet had a presence in 
the cultured/privileged space of the gallery 
and museum3.
What is communicated in Courbet and oth-
ers’ representations of these working-class 
lives are the alienation and physical duress 
experienced on a daily basis. The emphasis 
on these conditions is not an obscure concern 
of the 1800s, but is rather part of an emerging 
field within contemporary artistic production 
both nationally and internationally. This field 
attempts to preserve a space of questioning 
and awareness in relation to the subjugated 
worker within the public imagination.
Local artists such as Gerard Sekoto and Siona 
O’Connell, as well as international artists such 
as Ai Weiwei in China, Jun Nguyen-Hatsushi-
ba in Vietnam and Doris Salcedo in Colom-
bia, deploy ordinary objects to work against 
a range of hegemonic paradigms, expressing 
the plight of marginal communities in vary-
ing but connected ways. Scholars like Paulo 
Freire, Achille Mbembe, Anthony Bogues 
and Jacques Rancière undergird these kinds 
of aesthetic projects, with their discourse on 
oppression, freedom and emancipation. 
3 For further readings on the displays in museums, see 
Exhibiting Cultures: The Poetics and Politics of muse-




age&q=ivan%20karp&f=false [2014, April 21].
 Since my work, as well as my choice of artists, 
addresses political issues, I have investigated 
the concept of political art. Art Hazelwood 
differentiates political art from “art for art’s 
sake” on the basis that political art intends 
to have a direct effect on the world (2011). 
Ruth Lipschitz explains further how politi-
cal art takes as its subject matter contentious 
real-life issues such as the exploitation and 
oppression of marginalised groups (2002:91). 
Political art does not simply aim to reflect or 
mirror society; rather, the intention is to in-
vestigate how an artwork can be constructed 
to challenge or subvert a dominant system 
(Lipschitz 2002:91). In being so constructed, 
the art becomes politically charged. 
The manner in which Sekoto, Nguyen-Hat-
sushiba, Weiwei, Salcedo and O’Connell use 
ordinary objects like the pick, the rickshaw, 
the sunflower seed, the table/shoe and the ball 
gown to address globalisation, modernisation, 
the plight of the worker, the consequences of 
colonialism and war and how we live in the 
aftermath of an oppressive regime inspired 
me to use ordinary objects to create political 
art and render the lived realities of garment 
workers in the Western Cape. 
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In this project, located in the Western Cape, I 
converge with these artists and theorists, and 
use ordinary objects to create visible struc-
tures that underscore the ongoing struggles 
of ordinary garment workers. The project is 
therefore rooted in the partisan4. This term 
refers to a stalwart, a resistance fighter and a 
strong supporter of a cause. It is the appro-
priate word for the title for this project, as it 
speaks to my personal, emotional and highly 
contingent relationship with both the textile 
workers and the art I make to intimate their 
precarious position in the world. As such, my 
strategy is to let this position guide the order-
ing of this document as a distinct mode for 
the reading of selected artworks, as opposed 
to offering a false theoretical objectivity in-
vested in normative modes of scholarship. 
The position that I offer, combined with the 
force of the body of artwork on exhibition, 
prefaces an encounter with particular subjec-
tivities. This encounter does not seek to evoke 
empathy or offer judgement, if these are not 
the natural responses of the viewer.
4 The word “partisan” can be defined as a strong supporter of a 
party, cause or person. Available: http://www.oxforddictionar-
ies.com/definition/english/partisan [2015, October 10].
Rather, it seeks to undermine a presumed 
emancipation5 within the post-apartheid 
space and, crucially, offers creative practice 
not as a “service” or “product” but rather as 
an opposite mode of powerful critique6.
I turn now to a reading of various artworks 
across space and time that share an influence 
on my work, either in their choice of material, 
process or technique. These artworks include 
Song of the pick ; Memorial Project Nha Trang, 
Vietnam: Towards the Complex-For the Coura-
geous, the Curious, and the Cowards; Sunflow-
er Seeds; 1550 Chairs stacked between two city 
buildings; Unland; Atrabiliarios; and Spring 
Queen. 
5 After 1994 many imagined that previous conditions of oppres-
sion would cease. Achille Mbembe talks about how we live in a 
post apartheid environment in the article, “The State of South 
African Political life”. http://africasacountry.com/2015/09/
achille-mbembe-on-the-state-of-south-african-politics/ 
[2015, September 25]. However, this article had a number of 
critics, such as “On Achille Mbembe’s “State of South Af-
rican political life””, by Thando Njovane, available: http://
slipnet.co.za/view/blog/on-achille-mbembes-the-state-of-
south-african-political-life/ [2015, September 30]. Njovane 
joined two other writers (T.O.Molefe, see: https://medium.
com/@tomolefe/a-long-comment-on-mbembe-s-state-of-
south-african-politics-5cd1030a1990 {2015, September 30] 
and Nomalanga Mkhize available: http://www.bdlive.co.za/
opinion/columnists/2015/09/22/academic-argot-stifles-nar-
rative-of-black-pain [2015, September 30]) in challenging 
Mbembe for the manner in which he pathologies the black 
narrative, specifically as it pertains to the aftermath of apart-
heid. For further reading on post-apartheid South Africa see 
Voices of protest: Social movements in post-apartheid South Africa 
2006 edited by Ballard, R., Habib, A and Valodia, I. 
6 For further reading on the place of art and artists in the as-
yet unresolved global thinking on capital and production 
see Economy: Art, production and the subject in the 21st century. 
Edited by Angela Dimitrakaki and Kirsten Lloyd. 
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Song of the Pick (1946-47)
by Gerard Sekoto
The struggles at the heart of working-class lives 
have been well documented by South African 
artist Gerard Sekoto7 (Peffer 2009:1). In the se-
lected image, I am interested in how Sekoto, like 
Courbet, uses the ordinary object of the pick 
to highlight the plight of ordinary black men8. 
Through his overtly political compositions, 
Sekoto manages to visually demonstrate white 
domination. In this way he demonstrates apart-
heid, subjugation and poorly paid jobs. In Song of 
the Pick , he depicts nine black workers9 standing 
in a row with their arms raised above their heads, 
each worker holding a pick in his hands. John 
Peffer describes the painting cogently ( 2009:8): 
7 Gerard Sekoto (1913-1993) is recognised as the pioneer of 
black South African art. The year of his birth, 1913, coincides 
with the “Native Land Act”–the first of the many segregation-
ist legislations to be passed by the South African Parliament, 
designed to exploit, alienate and degrade non-white South 
African (Reid: 2013). Available: http://www.gerardsekoto-
foundation.com/artist-overview.htm [2015, September 26]. 
These legislations drove Sekoto into a self-imposed exile. He 
left for Paris in 1947 and stayed there until his death in 1993. 
The manner in which he uses art to address the political situ-
ation of South Africa attracted me to use his work to inform 
this project. For further reading on Sekoto see Art and the End 
of apartheid, by John Peffer and A black man called Sekoto (1996) 
as well as Gerard Sekoto: I am an African (2004) by Chabani 
Manganyi. 
8 Franz Fanon in his book Black Skin White Masks unpacks the 
notion of racial categories and what it means to be labelled as 
“black”.
9 Achille Mbembe addresses the issue of black labour in his arti-
cle “Zero World”, found in Rise and Fall of apartheid: Photogra-















































The picks form a diagonal line that is di-
rected at the warden-the focal point of the 
painting-suggesting resentment, resistance 
and imminent violence. The tension created 
by this positioning of the picks captures the 
political tension that defined South Africa at 
the time of the painting. The warden stands 
on bright yellow ground, wearing a yellow 
jacket and hat [to protect his white skin from 
the African sun], with the light at his back. 
The colour of the warden’s clothing and the 
yellow ground is repeated in the patches of 
colour on the workers’ garments, creating 
a false sense of harmony or connectedness 
across the labour line.
Ultimately, though, the different colours 
of ground that the warden and the workers 
stand on evoke the divisiveness of apartheid 
segregation. 
Sekoto’s complex use of colour, rhythm and 
diagonal lines captures the exploitative and 
back-breaking labour that local workers 
endure. Sekoto frames the landscape with 
meaningful human activity and presence, fo-
cusing strongly on the social rather than the 
aesthetic dynamic of the scene. In this paint-
ing, he explores the relationship between the 
economically powerful and the economical-
ly vulnerable. His concealment of the men’s 
facial features speaks to their homogenised, 
silenced and “dispensable” identities within 
the capitalist labour force. This painting is a 
microcosmic reflection of the consequences 
of colonial rule on human inequality. 
Memorial Project Nha Trang, 
Vietnam: Towards the Complex - 
For the Courageous, the Curious, 
and the Cowards (2001) 
by Jun Nguyen-Hatsushiba
Sekoto’s strategy of using the ordinary tools of 
the worker to make artworks that authorise a 
reflection on real-life inequality is repeated in 
Vietnamese artist Jun Nguyen-Hatsushiba’s10 
concern for struggling rickshaw drivers. Nguy-
en-Hatsushiba brings together rickshaws and 
local fishermen to address socio-political 
issues in his country. In his 13-minute vid-
eo installation Memorial Project Nha Trang, 
Vietnam: Towards the Complex - For the Coura-
geous, the Curious, and the Cowards (2001), he 
portrays the mundane but epic struggle of six 
local Vietnamese fishermen to pull rickshaws11 
along the seabed, towards an area where the 
artist has stretched about thirty mosquito nets 
across the ocean floor (Hewitt 2008). The 
fishermen drag the rickshaws for a while and 
then leave it to get a gasp of air on the surface; 
they then return to the bottom of the ocean to 
pull the rickshaws again.
10 Jun Nguyen- Hatsushiba was born in 1968 in Japan to a 
Vietnamese father and a Japanese mother. In his work he 
explores Vietnamese history and national identity, refer-
encing issues such as displacement after the Vietnam War 
(Interview with Miwako Tezuka 2008) available: http://
sites.asiasociety.org/arts/nh/interview.html [2015, Sep-
tember 26]. His ability to address job loss and the effects 
of modernisation and globalisation through the medium of 
art has enriched this project. For further reading see The 
Migrant’s Time: rethinking art history and diaspora by Saloni 
Mathur and Artes Mundi: Wales international visual art prize 
2004 by Tessa Jackson as well as Creative particles: An in-
terview with Jun Nguyen-Hatsushiba by Drake Stutesman, 
available: http://muse.jhu.edu/journals/frm/summary/
v047/47.1stutesman01.html [2015, September 30]. 
11 A rickshaw is a light, two-wheeled passenger vehicle drawn 
by one or more people, chiefly used in Asian countries. See 
http://www.oxforddictionaries.com/definition/english/
rickshaw [2015, August 12].
023022
The footage of the rickshaws submerged in 
deep water speaks to the weight and burden 
of tradition, evident in the country’s struggle 
with the process of modernisation (Hewitt 
2008). The sense of absurdity that the film 
conveys is complicated by the knowledge that 
the physical struggles of both fishermen and 
rickshaw drivers in Vietnam are, in fact, very 
real. Suggestively, the fact that the rickshaws 
are pulled along the seabed makes the effort 
even more strenuous for the fishermen, due to 
the strong resistance of the water.
In an interview with Miwako Tezuka, Nguy-
en-Hatsushiba explains that cities in Vietnam 
are expanding and that development allows 
fewer rickshaws to be drawn. Modern taxis 
are becoming more popular, and rickshaws 
are becoming less in demand, leaving rickshaw 
drivers with a bleak future (2008). The artist 
describes how he did not give the fishermen 
any instruction during their performance, in 
an attempt to capture the nature of human 


















































































When I contacted the artist via Facebook,12 
he shared a six-second clip of his video in-
stallation, in the hope that I might bring the 
struggles of Vietnamese workers to my own 
country (Nguyen-Hatsushiba, personal com-
munication, 3 July 2015). Because the video 
was filmed in water, it is difficult to discern 
the facial features of the fishermen, recalling 
the notions of worker anonymity and homo-
genisation signalled in Sekoto’s work. 



















































































Chinese political and activist artist Ai Wei-
wei13 addresses political issues in his country. 
Weiwei uses ordinary sunflower seeds to fore-
ground issues surrounding job loss, mass pro-
duction, identity, modernisation and globali-
sation in China. For Weiwei, this simple seed 
embodies multiple meanings. The sunflower 
seed is a common street snack in China and 
is also an object from Weiwei’s childhood. It 
evokes memories of the hardships and hun-
ger suffered during the Cultural Revolution, 
an era of socialist economic planning and the 
collective worship of the “sun”, namely Chair-
man Mao (Maloney 2011:98-99).
Sunflower seeds were often shared among 
friends and were therefore a gesture of human 
compassion, providing a space for pleasure, 
friendship and kindness during a time of ex-
treme poverty, repression and uncertainty.
13 Ai Weiwei was born in 1957 in Beijing. He was raised in a 
political environment and his activism is largely due to the 
legacy of his father, Ai Qing. His father, a poet and an in-
tellectual, endured daily political humiliation, performed 
manual labour and “reeducation” when he and his family 
were condemned to a labour camp in 1958. Weiwei re-
members how his father scrubbed public toilets to nearly 
immaculate cleanliness (Ambrozy 2011:xviii). For fur-
ther reading see Ai Weiwei’s Blog. Writings, interviews, and 
Digital Rants, 2006-2011 by Ai Weiwei Ed & trans by Lee 
Ambrozy. Weiwei creates artworks using a variety of media 
to engage and question the political, social and historical 
contexts in China and globally. The manner in which he 
uses art to address issues such as basic human values, which 
include freedom of speech, freedom of expression, the val-
ue of human life and individual rights, is beneficial to this 
project (Faurschou Foundation 2010) Available: http://www.
aiweiweiseeds.com/about-ai-weiwei [2015, September 26]. 
For further viewing on Weiwei see: http://www.aiweiweiseeds.
com/videos/bbcs-ai-weiweis-sunflower-seeds/video-5 [2015, 
June 1], http://www.aiweiweiseeds.com/videos/tates-video-
ai-weiwei-sunflower-seeds/video-1 [2015, February 26] and 

































For the exhibition Sunflower Seeds (2010), Wei-
wei employed 1,600 artisans14 from Jingdezhen-a 
town about 1,000 kilometres from Beijing that 
once produced imperial porcelain-to manufac-
ture 100 million porcelain sunflower seeds with 
a total weight of 150 tons. It took the workers 
two and a half years to create the seeds (Jervis 
2011)15. The husks of the seeds were made out 
of kaolin, which was collected from local moun-
tains. The process involved over thirty steps, af-
ter which each seed was hand painted and then 
fired, to ensure its irregularity and uniqueness. 
By devoting unimaginable patience, time and 
energy to the project, the workers illuminate the 
significance of individuals in any process of mass 
production (Hancox 2012: 282). 
The Sunflower Seeds exhibition reflects di-
rectly on the political economy of China. For 
Weiwei, the repetitive task performed by the 
1,600 workers in Jingdezhen is representa-
tive of the 1.3 billion Chinese people who are 
largely silent within the global “crowd”. 
The exhibition alludes to the system of glo-
balisation that sees Chinese mass production 
catering for the consumerism of the West-a 
system that places the thousands of cheap la-
bourers assembled in massive factories, doing 
tedious jobs, at the very bottom of the food 
chain, and deems them insignificant (Hancox 
2012:282). 
14 Though Weiwei’s exhibition provided work for 1,600 arti-
sans for a few years, once the project had been completed 
they became unemployed again. This situation reflects 
the broader social reality in China (Faurschou Foundation 
2010). According to The Economist, China’s actual unem-
ployment rate averaged 10.9 percent from 2002 to 2009, 
nearly seven percentage points higher than the official job-
less rate (Shanghai 2015).
15 For a detailed account of the technical nature of the exhibi-
tion see Jervis review on Ai Weiwei’s Sunflower Seeds exhi-
bition. Available: http://artasiapacific.com/Magazine/72/






































Sunflower Seeds was showcased in London’s 
Tate Modern in October 2010 (Hancox 
2012:279). For the opening, the artist want-
ed the public to walk on the seeds that were 
scattered on the floor of the gallery’s Turbine 
Hall. Though Weiwei’s request was surprising, 
considering the long hours and hard labour 
that went into creating the handmade seeds, 
it was intended to expose the way the Western 
public “tramples” on Chinese workers on the 
opposite side of the globe. The installation 
was roped off from the public two days after 
the opening, however, because the dust was 










































Figure 9. Ai Weiwei. (2010). Sunflower Seeds. 
Hand painted porcelain. At the opening viewers 
walked on the seeds (above). After the opening, 
the seeds were cordoned off.
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1550 Chairs stacked between 
two city buildings (2003), 
Unland (1997-1998) and 
Atrabiliarios (1992-1993) 
by Doris Salcedo
Colombian artist Doris Salcedo16 addresses 
the traumatic history of modern-day Colom-
bia and the legacies of suffering that stem from 
colonialism, racism and other forms of social 
injustice. In Columbia, people can disappear 
without a trace due to the ongoing civil conflict 
and political instability. Salcedo takes these 
real-life issues as her subject matter and uses 
ordinary objects to convey the agony and hor-
ror of disappearance (Aldredge 2012). House-
hold furniture items like tables and chairs, and 
clothing items like shoes, become Salcedo’s ob-
jects of choice. 
16  Doris Salcedo (1958) was born in Bogota, Columbia. She 
creates sculptures that embody the silenced lives of the 
marginalised – from individual victims of violence to the 
disempowered of the Third World. In her work she gives 
form to pain, trauma and loss. Salcedo creates a space for 
mourning for both the individual and the collective. Her 
themes stem from her own personal history, as her own 
family is among those that have had family members dis-
appear in politically troubled Columbia. While most of 
her work deals with the disappearance of loved ones, it 
also addresses the act of mourning and the way people’s 
disappearance leaves an unbearable emptiness (Bond 2015, 
available: http://www.artgallery.nsw.gov.au/discover-art/
take-a-tour/online-tours/curator-insights-anthony-bond/ 
[2015 September, 26]). Salcedo’s technique, subject manner 
and the manner in which she employs ordinary objects to 
create her artworks informs this project. For further read-
ing see: “Trace memories: Clothing as metaphor in the work 
of Doris Salcedo” by Denise Birkhofer available: http://
www.nyu.edu/pubs/anamesa/archive/spring_2008_vio-
lence/trace-memories.pdf [2015, October 1]. For further 
readings on Salcedo see, ‘Of what One cannot speak’: Doris 
Salcedo’s political art by Mieka Bal. For interviews with Sal-
cedo see, Doris Salcedo’s public works: Available: https://
www.youtube.com/watch?v=xdt2vZ9YpwE [2015, May 2], 
https://vimeo.com/120164736 [2015, May 2], ‘On impor-
tance of memory’, available: https://www.youtube.com/
watch?v=TOpEO8kq0uE [2015, October 4]. ‘Doris Sal-
cedo: Istanbul|ART21 “Exclusive’” available: https://www.
youtube.com/watch?v=ZjYuDKFvsjY [2015, June 21]. ‘Do-
ris Salceo discusses her artistic identity’, available: http://
www.sfmoma.org/explore/multimedia/videos/216 [2015, 
June 26].
As she explains (2000:21):
The way that an artwork brings ma-
terial together is incredibly powerful. 
Sculpture is its materiality. I work with 
materials that are already charged with 
significance, with a meaning they have 
acquired in the practice of everyday life. 
Used materials are profoundly human; 
they all bespeak the presence of a human 
being.
Salcedo creates sculptures and installations 
that function as a political archaeology of 
everyday life. Her pieces are charged with 
significance and suffused with meanings that 
are accumulated over several years. She com-
bines collected furniture with found textiles 
and clothing, all of which are imbued with the 
patina of everyday use, suggesting a relation-
ship between the object and the personal and 
political tragedy. 
At the 2003 Istanbul Biennale, Salcedo creat-
ed an installation using 1,550 ordinary wooden 
chairs (Aldredge 2012). She collected chairs 
from the families of victims who had disap-
peared or died in the Colombian conflict and 
piled the chairs between two buildings, with 
the intention of creating a “topography of 
war” - tied not to a specific historical event, 
but to war in general (Aldredge 2012). Salce-
do purposely created the installation in a pub-
lic space because, for Columbians, war has be-
come all-pervasive and external, inseparable 
from their private lives. The piled-up chairs 
between the buildings allude to the piled-up 
memories, the mass graves, the anonymous 
victims, the chaos and the absence of those 
who suffered and then disappeared.
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Figure 10. Doris Salcedo. (2003). 1550 Chairs stacked 
between two city buildings. Wooden Chairs.
Figure 11. Doris Salcedo. (2003). 1550 Chairs stacked 
between two city buildings. Wooden Chairs. (Details).
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When Guardian art critic Jonathan Jones in-
terviewed Salcedo in 2007, she explained that 
chairs have the power to communicate both 
absence and human connection; they express 
the silenced lives of the victims. Elsewhere 
she describes how she creates her art from the 
perspective of the victim (Aldredge 2012). 
Her work speaks particularly of the gap be-
tween the powerful and the powerless; it hon-
ours the victims of the violence and forced 
migration that result from this gap. 
Salcedo also created a group of sculptures ti-
tled Unland: The Orphan’s Tunic (1997), Un-
land: Irreversible Witness (1995-98) and Un-









































Figure 13. Doris Salcedo. (1997). Unland: Audible 
in the Mouth. Wood, thread and human hair.
Figure 14. Doris Salcedo. (1998). Unland: 
Irreversible Witness. Wood, cloth, metal.
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The artist employed domestic furniture, 
clothing items, tables, human hair and a ba-
by’s crib. The group of sculptures responds 
to the testimonies of children who witnessed 
their parents’ murders during Colombia’s civ-
il war (Salcedo 2000:82,101-102). To create 
these artworks, Salcedo sawed off the legs of 
two tables, drilled tiny holes into the tables’ 
surfaces, and stitched the two tables together 
using black and dark brown Columbian wom-
en’s hair (sourced from local hairdressers) and 
split raw white silk fibres. The silk threads and 
hair were threaded through the holes to cover 
the wood (2000:100-101). 
Salcedo’s process authorises the viewer to 
read her purposefully irrational domestic 
objects as metaphors for trauma, disappear-
ance and death. In an interview with Charles 
Merewether, Salcedo explains this body of 













































[There] is an aura of silence in which to 
view the three tables… can you say some-
thing about this?
Doris Salcedo:
The sculpture [object] presents the ex-
perience of the victim 
as something present-a reality that re-
sounds within the silence of each human 
being that gazes upon it. In art, silence 
is already a language-a language pri-
or to language-of unexpressed and the 
inexpressible: Art is the transmission 
without words of what is the same in all 
human beings… The tragic hero’s silence 
is silent in all art and is understood in all 
art without a single word… The silence 
of the victim of the violence… my silence 
as the artist and the silence of the viewer 
come together during the precise mo-
ment of contemplation.
Salcedo uses silence as a metaphor for the vic-
tim who has disappeared without a trace. The 
silence in Salcedo’s work ironically speaks 
louder than words; it is perhaps a prelude to 
meaningful dialogue about art, Colombian 
reality and social change. It anticipates the si-
lence of the worker in the South African con-
text that I draw on in my own work. 
In the exhibition Atrabiliarios (1992-1993), 
Salcedo used the shoes of ordinary Colum-
bians who have disappeared. Sometimes the 












































Salcedo inserted the shoes into niches in the 
wall of the gallery. The niches were approxi-
mately the size of a shoebox. The niches were 
set in a horizontal band in the wall of the gal-
lery at about eye level. The open side of the 
niche was veiled by translucent animal skin 
that was stitched with surgical thread to the 
edges of the wall (Gibbon 2013:59). Art critic 
Nancy Princental (cited in Gibbons 2013:59) 
explains that this clouding of vision was ne-
cessitated by the inherent unspeakability of 
trauma and the inability to represent the ex-
perience of pain, whether one’s own or some-
body else’s. She explains how the title, “Atra-
biliarious”, is both a Spanish and an English 
word that can be defined as “melancholic”. 
The origin of the word can be located in the 
Latin word for melancholy, atra billis, a term 
associated with mourning. Salcedo elabo-
rates: “[M]y work speaks of the continuation 
of life, a life disfigured, as Derrida would say. 
Memory must work between the figure of the 
one who has died and the one disfigured of 











































Spring Queen (2014) 
Siona O’Connell
Returning to the South African context, Sio-
na O’Connell’s17 Spring Queen uses ordinary 
items of clothing to address the representa-
tion of the worker and questions of freedom, 
trauma and memory in the aftermath of op-
pression. 
In the annual Spring Queen pageant held in 
Cape Town, workers compete in a beauty 
contest that is not simply about showcasing 
beauty or personality, but is rather “a story 
about the ongoing reverberations of the past” 
(Kamieldien 2012). Through the pageant ex-
perience, contestants are able to escape the 
factory setting and their daily overalls to en-
act a moment of glory and liberation. 
17 Siona O’Connell was born in Cape Town, South Africa. 
O’Connell is committed to questions of restorative justice 
and freedom in postcolonial and post-apartheid South 
Africa. Her work seeks to shift frames from aesthetic to 
restorative justice to open up questions around represen-
tation, freedom, trauma and memory in the aftermath of 
oppression available: http://www.michaelis.uct.ac.za/staff/
siona_o_connell/ [2015 September, 26]. The approach that 
O’Connell uses to speak about how we live in a post-apart-
heid system is invaluable to this project. For further read-
ings on Spring Queen see, ‘The annual SACTWU Spring 
Queen 2014 finalist’ is available: http://www.sactwu.org.za/
events/sactwuspringqueen [2015, October 1], ‘Workers cel-
ebrate Spring Queen in style’ by S, Kellershohn available: 
http://beta.iol.co.za/capetimes/workers-celebrate-spring-
queen-in-style-1781470 [2015, October 1]. For more links 
and downloads on Spring Queen see: available: http://www.
cca.uct.ac.za/projects/spring-queen/, Spring Queen Movie 
2014, available: https://www.youtube.com/watch?v=p3ll7F-
nQFCs [2015, October 1]. Further readings on the winning 
of Lumka Vumendlini see, ‘A queen with no factory’, avail-
able: http://www.news24.com/Archives/City-Press/A-









































O’Connell explains that when a worker wears 
her designer dress on the evening of the pag-
eant, that item of clothing is more than just 
that: “It indicates on a very profound level the 
day-to-day lives and representations for fac-
tory workers. It shows that women who come 
from coloured areas on the Cape Flats have a 
particular role to play… and that they are more 
than the cruel representations of coloured 
women” (Kamieldien 2012). According to O’ 
Connell, Spring Queen is not strictly about a 
pageant; it is a story about the ongoing rever-
berations of the past, about the deferment of 
dreams, the dampening of imagination, and 
the unfairness of a system, the monsters of the 
past and the fact that these workers’ lives do 
not matter (Kamildien 2012).
The image below depicts Lumka Vumendli-
ni who won the Spring Queen title in 2012. 
Shortly after winning the title, she found 
herself unemployed, when her factory, El-
len Arthur, closed down (Stephen 2013). 
O’Connell’s artistic process involved pho-
tographing and conducting interviews with 
the workers, and compiling her photographs 
and interviews into an exhibition and a film. 
She then circulated the film to different 
parts of the globe to bring about awareness 
of working-class lives in post-apartheid 
South Africa, where the consequences of 
racial segregation and oppression continue 









































Spring Queen speaks about the worker on 
multiple levels. Besides the racial segregation, 
oppression and questions of freedom that 
this exhibition addresses, it also speaks to the 
manner in which ordinary factory workers 
have beauty, personalities, humour, and narra-
tives of resilience and imagination (Kamaldi-
en 2012). Therefore beneath the domination, 
segregation and exploitation, ordinary people 
have talents that governments cannot dis-
pute. During the day, these workers give their 
time and their labour to their proprietor, but 
after hours they are free humans beings. 
Jacques Rancière, author of Proletarian Nights, 
investigates precisely this line of thinking. He 
examines how ordinary workers in the nine-
teenth century, united by the conditions of the 
factory and the capitalist society, still upheld 
their dignity, realising their dreams and hopes 
by writing poems and discussing real-life is-
sues among themselves (2012:viii). Inspired 
by Rancière’s discoveries and O’Connell’s 
Spring Queen, I conducted interviews with the 
seamstresses at Abramz18 Clothing (Athlone 
Industria). I discovered that the seamstresses 
were not just workers: they were also mothers, 
sisters, daughters and high-profile members 
of their churches, mosques and communities. 
18 See addendum “B” for interviews with the workers at 
Abramz Clothing.
“Real” lives and “ordinary” object: 
Partisan strategies of art-making 
“with” garment workers of the 
Western Cape
The sewing machine as an ordinary object
This project draws threads, as it were, be-
tween the artists discussed above and my-
self, since we all originate from a so-called 
“third world19” country in turmoil (wheth-
er after or in the midst of an oppressive 
regime), and we all use ordinary objects as 
synecdoches20 for the lives of subjugated 
communities. Salcedo’s manifesto-“I am a 
Third World artist who speaks from grass-
roots level” (Aldredge 2012)-resonates with 
my own artistic project, different though 
our specific methodologies may be.
19 The term “Third world” has been defined by Investopedia 
as “developing nations are commonly refered to as Third 
World. These developing countries can be found in Asia, 
Africa, Oceania and Latin America. These countries were 
at one-point colonies which were formally lead by impe-
rialism. The end of imperialism forced these colonies to 
survive on their own.” Available: http://www.investopedia.
com/terms/t/third-world.asp [2015, October 11].
20 My use of synecdoche speaks to my attaching of a human 
aspect to a non-human object. I employ sewing machines as 































My interest in the garment industry stems 
from my mother, who has been a seamstress 
since she left school in 1959, and my grand-
mother21. My mother donated the overleaf 
sewing machine to me, Union Special, owing to 
its burnt-out motor. The machine’s literally 
burnt-out engine is a reflection of my moth-
er’s own internal state. Extending this theme, 
I chose to use dumped, scraped and discard-
ed industrial sewing machines as the central 
objects of my practice. These machines are 
charged with previous histories and memory: 
I collected many from scrapyards and sew-
ing-machine distributors22, while some were 
cautiously handed over for a limited period 
or donated to me with the understanding that 
they would be used for the purposes of this 
project23. The machines, with their peeled-
off paint, their taped-up, broken and burnt-
out motors, ooze with years of human use 
and contact. They have a strange power-the 
power to communicate the lives of those 
who have sat behind them over the decades. 
Conventionally the sewing machine has been 
an industrial, manufacturing object; it has not 
been considered an object of art. By taking 
it out of context and placing it in the gallery 
space, I am unsettling the epistemic trajecto-
ry of what should be placed in a gallery. Brain 
O’Doherty is of the opinion that galleries are 
constructed according to laws as rigorous as 
21 My grandmother, Janap Daniels, worked at Cape Performing 
Arts Board (CAPAB) until 1986. She worked as a seamstress 
creating theatrical garments for the theatre. Due to racial seg-
regation she was unable to view the live performances.
22 I sourced old broken machines from South African Metal 
in Maitland, Voortrekker Road, Maitland on 23 February 
2013. Sewing machines with burnt out motors were sourced 
from Abramz Clothing, Kazak Clothing and Malenda Sew-
ing Machines on 2014, March 4.
23 MC Thompson Sewing Machines of 170 Voortrekker 
Road, Maitland kindly loaned me two sewing machines on 
2014, March 24.
those applied to a medieval church: “[T]he 
outside world must not come in, so the win-
dows are sealed off. Walls are painted white” 
(1976:15). How, then, does a gallery reflect 
what is going on in society? Investigating the 
ideology of the gallery space, O’Doherty won-
ders, “[H]ow can the artist contest society, 
when his art, all art, ‘belongs to that society’?” 
(1976:95). In order to elucidate the realities of 
the outside world, beyond the gallery space, I 
have to bring them into the gallery. This act of 
bringing - in, or intruding, can be viewed as a 
political act because it ruptures and disrupts 
the idea of what should be placed in a gallery.
My visual structures
In order to address my concern for the work-
ers in the garment industry, I created visual 
structures using sewing machines, sewing ma-
chine needles, pins, thread, items of clothing, 
and gauze. My visual project consists of a body 
of ten works: Unpick; The needle, the thread and 
the human; Time-line; Pinned down; Pricks of 
consciousness; Paying homage; Cog; Foot; Re-sil-
i-ence and Op-Press-ion. The way I present 
my work in text (that is to say, my explica-
tions below) is very specific: it anticipates the 
artwork through a self-conscious vision of 
expansive (and expanding) communities of 
cultural interlocutors. Stated differently, this 
is my response to a call for a different kind of 










































































Salcedo’s process of deconstructing and 
changing the meaning of tables in Unland in-
cited me to create Unpick24. Traditionally a 
sewing machine is set in a wooden table top, 
on a stand with four legs. Unpick , a sewing 
machine that witnessed workers’ pain for a 
hundred years, was deconstructed: the ma-
chine was forcedly severed from the table top, 
and the table top from the stand beneath it. 
This process of severing parts from one an-
other was continued until the machine was 
entirely dismantled. The various machine 
components correspond with human body 
parts: the presser foot, the upright arm, the 
arm shaft, the sewing head, the throat plate 
and the face plate. 
Following this affective logic, I reconstruct-
ed the machine, rearranging and therefore 
deranging its parts in a way that left the ma-
chine dysfunctional. The machine parts were 
arranged closely together on a glass surface 
instead of on the normal wooden top. Histor-
ically, the transparent nature of glass, installed 
around the factory floor, allowed bosses to 
keep a watchful eye on their workers-much 
like the warden observing the labourers in Se-
koto’s Song of the Pick. 
24 The material for Unpick was donated to me from a genera-
tion of seamstresses (the Abbas family), who requested that 
I use it as part of this body of work so that the voices of the 
seamstresses be heard. 
Unpick involves a dismantled machine that 
is almost impossible to reconstruct and ren-
der functional again. The process of physical 
separation and severing is meant to evoke 
the violence of the apartheid-era Group Ar-
eas Act25. This Act, implemented on 27 April 
1950 by the Nationalist Party, enforced the 
removal of non-white citizens to low-cost 
housing in the densely populated outskirts of 
the city, leading to the separation of families, 
the uprooting of communities, and societal 
dysfunction. The trauma and damage caused 
by the Act, and by apartheid violence in gen-
eral, are irreversible.
Unpick also represents the way sewing machines 
(and seamstresses) are tightly and unnaturally 
crammed together in a factory. The artwork 
strategically combines a Singer26 caste-iron ta-
ble with a Husqvarna sewing machine and an 
anomalous glass tabletop. The table stand, the 
glass top and the machine parts all contrast with 
one another, creating an uncomfortable hybrid 
machine. The title Unpick comes from a term 
used in the garment industry for the unstitching 
of a clothing item that has been stitched incor-
rectly. As the Oxford English Dictionary defines 
the term, to unpick means “to carefully analyse 
the different elements of something, especially 
in order to find the faults”.
25 Apartheid is an Afrikaans word (separateness) that first 
appeared in the 1940s. It was a political system that inti-
tutionalised racial and segregation policies. For further 
reading See www.sahistory.org.za/dated-event/south-af-
rican-government-passes-group-area-act [2015, May 16]. 
For a helpful overview of apartheid history, see Boutoux 
and Vincent 2007, p. 221. For further reading on apartheid 
see: The making of apartheid, 1948-1961: conflict and compro-
mise written by Deborah Posel in 1991. The Group Areas 
Act of 1950. According to this act, urban areas were divided 
into racially segregated zones where members of one specif-
ic race could live and work. For further reading see: https://
www.nelsonmandela.org/omalley/index.php/site/q/03lv01538
/04lv01828/05lv01829/06lv01839.htm [2015, October 4].
26 American Isaac Merritt Singer (1811-1875) was the first per-
son to patent the Singer sewing machine (Perkins 2002:35). 
See John Scott’s Genius Rewarded: The Story of the Sewing 
Machine for an account of how the sewing machine arrived 
in South Africa (1880:34).
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The needle, the thread 
and the human
After deconstructing the sewing machine, I 
became interested in how seamstresses sit be-
hind the machine. Machinists are recognisable 
for their hunched backs. This physical feature 
caught my attention and I decided to capture 
it in The needle, the thread and the human. 
To create this body of work, I photographed 
seamstresses working at their machines at 
Abramz Clothing (with their permission)27. I 
used the pattern of an overall as the represen-
tation of the worker, unpicking the seams of a 
found overall28. After covering panels of light-
weight foam with white cloth, I transferred 
the patterns of the overall onto the cloth, to 
form an outline for the images. I then cop-
ied the images of the photographed workers 
onto the cloth. I tried to arrange the figures 
on the material in a way that conveyed a sense 
of pain: I used sharp sewing-machine nee-
dles and black thread to create line drawings 
depicting machinists at their workstations. I 
placed needles at regular intervals to form the 
contours of the figures. With black thread I 
formed loops around the needles to create a 
line-drawing. 
27 Before photographing the seamstresses, I explained my 
intention in writing this document, and in sharing their 
stories and showing their plight in a visual way. Once they 
were comfortable, I gave them UCT’s ethics forms to sign. 
Abramz Clothing is a Cut, Make and Trim business (CMT) 
managed by my mother, Mrs Abrahams, and two other per-
sons. Each of the women works with 5 workers and shares 
the space. At a CMT, workers make the garments, trim all 
the loose threads and iron the finished garment. Each gar-
ment is then labelled, packaged and prepared for collection 
by the client. 
28 An overall is a loose-fitting coat or one-piece garment worn 























































Like Courbet’s The Stonebreakers, my work 
captures the type of worker alienation that 
Marx,29 Freire,30 and Christie31 have de-
scribed - an alienation that, though mod-
ified across time and space, has continued 
unabated since the 1800s when Courbet was 
painting. In both Courbet’s and my work, 
the subjects remain faceless, alluding to their 
silenced identity. Courbet crops his image 
by focusing on the working figures, rather 
than on the landscape that is their backdrop. 
Similarly, I placed my central figures inside 
the pattern of the overalls, alluding to the 
confines of the factory. The humped backs 
of manual labourers are a recurring trope in 
these two artworks.
29  Karl Marx (1818-1883), born in Russia, was a philosopher, so-
cial scientist, historian and revolutionary. Though I am not a 
scholar or practitioner of Marxist theory, this project would 
be incomplete without a reference to his philosophy. Further 
reading on Karl Marx see: ‘Karl Marx, 1818-883’ The Histo-
ry Guide. Available: http://www.historyguide.org/intellect/
marx.HTML [2015, October 1]. For a helpful overview on 
Marxist thesis on Alienated Labour (1844:287) see https://
www.marxists.org/archive/marx/works/1844/manuscripts/
labour.htm [2014, August 23]. For further readings on Marx-
ism see: Karl Marx: Economic and philosophic manuscripts of 1844, 
edited by Martin Milligan, Karl Marx: Selected works of Karl 
Marx. Edited by David McLellan.
30 Brazilian Paulo Freire (1921), author of Pedagogy of the op-
pressed, writes from his experiences from playing football 
with poor kids (Bentley 1990) available: http://ptoweb.
org/aboutpto/a-brief-biography-of-paulo-freire/ [2015, 
October 4]. In Pedagogy of the Oppressed he explains how 
countries with oppressive regimes adopted education sys-
tems that operated on a ‘banking system’ (1971:66-67). 
This type of system did not encourage critical thinking.
31 Pam Christie combines ideas of the alienation and peda-
gogical oppression of the worker in her 1985 book The Right 
to Learn. She explains that workers performing boring and 
repetitive work on a daily basis become alienated from their 
work (1985:201), unfilled and cut off from the products they 
produce, which belong to unknown others. She notes that, 
in order for capitalism to operate at its optimum, workers 
have to be kept alienated in this way (1985:201). Christie 
describes how the education system during the apartheid 
regime was designed to keep a large workforce submissive. 
This racist project was entrenched by implementing differ-
ent curriculums for different race and gender groups. For 
further reading on the education system in South Africa 
during the apartheid and post apartheid see Peter Kalla-
way’s writings: Apartheid and education: the education of black 
South African (1984), Education after apartheid: South Afri-
can Education in transition (1997), The history of education 
under apartheid 1948-1994: the doors of learning and culture 
































































I created Time-line to address the importance 
of time in a factory. In the manufacturing 
environment, time becomes the controlling 
hand. While the circular format used sug-
gests time, wheels, cycles, the circumference, 
eternity, rotation and unity (Cirlot 2001:47), 
in this piece I am more interested in the met-
aphorical weight of the form-its allusions to 
the repetitive, cyclical, humdrum life of the 
factory worker. The workers in garment in-
dustry also remain stuck in the cycle of pover-
ty, starting in the lowest income bracket and 
unable to transcend it, because of the unlive-
able wages they receive.
Time-line replicates the wheel of the sewing 
machine. To create the piece, I projected the 
image of a sewing-machine wheel and traced 
the outline, which I covered with white cot-
ton fabric. I pierced pins and sewing-machine 
needles into the cotton as I traced. With black 
thread, I created black lines by looping the 
thread from one needle to another in oppo-
site directions. This act was repeated multiple 
times to create a dense mesh of black inter-
secting lines. The threads were pulled tightly 
towards one another, causing tension between 
them. This tension is representative of the im-
mense tension and time pressure that workers 
undergo as they manufacture garments in 
the factory. My mother is often penalised by 
clients if she misses a delivery date: penalties 
are charged for each day that a job is delayed 
(2014, June 21, personal interview,). If seam-
stresses at Abramz Clothing make a mistake 
while sewing a garment, they must unpick the 
seams and reassemble the item from scratch, 
compounding the time pressure and increas-
ing the likelihood of missing the deadline. If 
workers are absent from work, the production 
line is affected, resulting in late delivery and 
penalties. In the garment industry, time rules 






































A garment is created in stages, starting with the 
designer. Once the design is agreed upon, a pat-
tern is made using paper. The pattern is used 
to cut out the fabric, which is then sent to the 
seamstresses at a Cut, Make and Trim32. At the 
CMT, the seamstresses assemble the garments 
by stitching the seams together in a systematic 
way. If a zip or trimmings are needed, these are 
carefully added, according to instruction.
A garment is never made by one person alone, 
since each seamstress has a limited skillset;33 
rather it is assembled and passed on from one 
seamstress to the next, creating a conveyor-belt 
system. If one of the workers slacks off, the work 
starts piling up and the production line slows 
down (Abramz 2014, personal interview, 21 
June). In order to maintain the pace and order of 
the production line, the factory environment is 
kept under constant surveillance, in the manner 
not dissimilar to the logic of the panopticon and 
its custodial function34.
32  See footnote number 27 for an explanation on Cut, Make 
and Trim.
33  Pam Christie describes how the education system during the 
apartheid regime was designed to keep a large workforce sub-
missive. This racist project was entrenched by implementing 
different curriculums for different race and gender groups. 
Cock, cited in Christie (1985:82), explains: “[G]irls are care-
fully trained in domestic work-cooking, baking, sewing, iron-
ing and tailoring-in addition to the usual school instruction” 
(1980:294). Christie adds that girls could not easily continue 
to higher levels of education, with most only reaching prima-
ry school (1985:82). See Pam Christie, The Right to learn: the 
struggle for education in South Africa (1985). This situation ex-
plains the high levels of women working as garment and textile 
workers. In the aftermath of the 1976 student uprising, many 
parents feared for the safety of their children and kept them 
at home, leading to a large number of learners leaving school 
and ending up in garment factories. Once they were employed, 
very little training was offered to them. Seamstresses remain 
unskilled and without substantial career opportunity. Con-
fined to their specific task on the factory floor-be it stitching 
zips or overlocking fabric-they carry out this task every day, for 
years. 
34  The concept of the panopticon is also gestured to by the 
piece’s circular format. The concept originates with English 
philosopher and socialist Jeremy Bentham, who was the first 
person to design an institutional building in the eighteenth 
century. He devised a plan that models a prison, where all pris-
oners would be observable by unseen guards at all times. This 
links directly to the factory environment, where workers la-
bour under constant supervision and observation, feeding the 































Time-line consists of a dense web of lines. These 
lines of course suggest the literal lines of pat-
terns, seams and threads. But, on the linguistic 
level, the word “line” is also a regular part of 
factory discourse: “a new style is on the line”; 
“production line”; “my job is on the line”. The 
lines in Time-line are also visual prompts for 
the divisive lines of apartheid, which Achille 
Mbembe describes as follows (2013:67):
Apartheid lines were of different kinds-
break lines, abstract lines, formless lines, 
lines of death, crack lines drawn on flesh 
and blood, following one another. Cross-
cutting on the surface and intersecting 
for a moment underneath by yet more 
lines of a different nature. Segmentation 
(or the drawing of lines of separation) 
extended to institutions, relations be-
tween people, space and territories and 
even feelings.
Mbembe further explains that the aim of 
these lines was to control the identity of each 
individual and entity, to make everything cal-
culable, predicable and foreseen. The apart-
heid grid lines determined our movements 
and drew our territories for us (2013:66-67). 
Life under apartheid was lived in-between 
and behind lines. That these lines were fun-
damentally racial, drawn between black and 
whites, is reflected in my choice of colour35. 
35  My choice of colour in thread is specific, as I am referring 
to the racial segregation policies of apartheid. Here I refer 
back to Franz Fanon as he unpacks the idea of “black” in 











































Today, in post-apartheid South Africa, the ra-
cial line has “officially” been removed (through 
the voting stations and voting lines of 1994), 
yet it lingers on in invisible form. Freire ex-
plains how marginalised people have histor-
ically struggled for humanisation and the 
emancipation of labour (1972:20-21), while at 
the same time fearing freedom and often sur-
rendering to conformity (1972:24). In order 
to achieve freedom, he asserts, the oppressed 
must engage reality critically and act upon it 
decisively (1972:28). In South Africa, emanci-
pation was granted to the oppressed in 1994, 
when everybody was afforded the right to vote. 
The civic and capitalist structures of the apart-
heid regime remain in tact, though. As Bogues 
points out: “[W]hat does the process of his-
torical trauma or of an event of historical cat-
astrophic proportions mean when its legacies 
linger and shape this present?” (2010:39).
To return momentarily to Sekoto, in the cat-
alogue Song of Sekoto: Gerard Sekoto 1913-2013 
Mzuzile Mduduzi Xakaza writes (2013: 96):
Although [Song of the Pick] was painted 
in 1942, little has changed since the ush-
ering in of the democratic order; labour-
ers who obtain employment are still pre-
dominately black, as are those who fight 
and die for their labour rights.
This sentiment is echoed in the personal in-
terviews36. Watching my mother go to work 
everyday, I observe that nothing has changed 
for her as a worker in the garment industry: 
she remains impoverished. 
36 In particular, my interview with my mother Gadija Abraha-
ms at Abramz Clothing, conducted on [2014, April 4].
Pinned down
Observing seamstresses performing repet-
itive tasks and sitting in the same position 
for hours, I became aware of the physical 
pain they endure on a daily basis37. Sewing 
machines are supposedly designed to ac-
commodate the human body; they are set 
on a table similar to a school desk, with a 
foot and knee pedal. 
To operate the machine, the worker must 
activate a knee pedal that lifts the foot press-
er, allowing her to feed the material under 
the foot presser. Once pressure is applied to 
the foot pedal, the machine starts operating, 
creating a stitch and closing the seam using 
thread. This action is repeated for as long as 
the seamstress works at the machine, causing 
long-term physical discomfort and strain38. 
37 I interviewed Hadija Ederos at Abramz Clothing [2014, 
April 4] who complained about the physical injury that has 
come from working as a seamstress for over thirty years. 
My mother also constantly complains of an aching back and 
joint pain.
38  Naila Edries investigated this phenomenon in relation 
to the garment worker, in her thesis “Employee wellness 
programme in clothing/textile manufacturing companies: 
What are the effects?” (2009). She found that lack of job 
satisfaction, burnout, fear of job loss and strained employee 
relations with employer can impact on mood and concen-
tration at work. This in turn could lead to increase sickness 
absence and decreased productivity. Prolonged reduction 
in mood and motivation are regarded as initial stages of 
developing depression or mood related disorder. These 
psychosocial factors predispose employees to developing 
chronic musculoskeletal conditions such as lower back pain, 
neck pain or upper limb repetitive strain injuries. (2009:2).
Edries’ findings show that the garment worker’s health is 
affected by her working conditions. In my own work I 
elaborate on this physical trauma, and try to come to grips 
with it. Available: http://uctscholar.uct.ac.za/PDF/4495_
















































































My response to this situation is Pinned down. 
This artwork includes an image of a machine, 
which becomes a substitute for the real thing. 
I created it using wire covered with gauze39 
and stitched together with sewing-machine 
needles and pins.
The gauze suggests scars and wounds; the nee-
dles and pins suggest pain. The unity is ironic, 
as one kind of object inflicts pain while the oth-
er heals its wounds. Pinned down also exposes the 
latent contradiction of the garment industry: it 
provides employment to thousands of women, 
yet it also causes them enormous pain and harm. 
Pinned down is a visual response to their situation. 
The title alludes to the pinning of a garment’s 
seams ahead of sewing, but it also refers to the 
proletariat, who remain economically and psy-
chically pinned down. 
However, beneath the domination, oppression, 
economically and psychically pinned down by the 
system, the real life of the worker has a life that 
cannot be controlled by any system. My grand-
mother worked as a seamstress during the day, 
but could create wedding gowns, headpieces and 
Islamic gear after hours40. She was well known for 
her ability to host events, including weddings and 
Eid41 and Moulood celebrations.
39 Gauze is used for cleaning and covering wounds. It is a 
thin, translucent fabric with a loose weave. Technically the 
term gauze is a weave structure in which weft yearns are ar-
ranged in pairs and crossed before and after each warp yarn 
keeping the weft firmly in place (Wound Care Education 
Institute: 2015) Available: http://woundcareadvisor.com/
medical-gauze-101-vol4-no1/ [2015, August 13]. 
40 For images of the Muslim brides headpieces see Weaam 
Williams’ The Ancestral Omega: The Medora, http://www.
gipca.uct.ac.za/live-art-festival-works-and-biographies/
ancestral-omega-the-medora/ [2015, October 3]. Also 
see Thania Petersen’s 2015 exhibition, I am Royal series 
and Creative women|Thania Petersen for history and find-
ing identity. Available: http://10and5.com/2015/08/18/
creative-women-thania-petersen-on-searching-for-his-
tory-and-finding-identity/ [2015, October 3]. For a video 
interview see, ARTsouthAFRICA in conversation with 
Thania Petersen https://www.youtube.com/watch?v=un-
0Rq9Fw8ws [2015, October 3] .
41  For further reading on Eid see http://www.manchesterevening-
news.co.uk/news/greater-manchester-news/what-eid-guide-
muslim-festival-9671166 [2015, October 3]. For further reading 
on Moulood see http://muslimviews.co.za/blog/2014/01/19/






















































































Pricks of consciousness was created in response 
to Bogues’ illustration of the historical and 
political trauma endured by marginalised 
groups42. In the factory, workers use overalls as 
protective clothing: their overalls define and 
identify them as workers. The shape of seam-
stresses’ overalls generally mimics the shape 
of the female body. The work was created 
from the pattern of an overall. To capture the 
historical pain of this garment, gauze again 
seemed an appropriate material. The pattern 
was cut out of gauze and then pinned together 
using pins and needles instead of conventional 
stitching. With the pins and needles piercing 
out from its sides, the garment becomes im-
possible to wear, in an allusion to the physical 
pain that workers endure on a daily basis. 
In addition to the side seams, the collar of the 
overall was also embellished with sewing-ma-
chine needles and pins. The viewer is lured in 
by the sheen of the needles, invited to exam-
ine the collar closely, only to discover that it 
consists of sharp objects, referencing pain and 
trauma. 
42 These “real” lives are characterised by various forms of 
alienation, by social and political trauma. Anthony Bogues, 
in his book Empire of Liberty, addresses the issue of political 
trauma directly:
 Human groups who experience racial slavery and 
colonialism in what I have been calling colonial 
modernity experience historical and social trau-
ma. They experience historical trauma in which 
social wounds cannot simply be erased by demo-
cratic inclusion. Instead, these wounds produce 
cries, not laments. These cries force us to ask 
another set of questions-about the living, about 
what we are, and about the nature of freedom it-
self (2010).
 Here Bogues helps us make sense of local workers’ contin-


















































For the exhibition, multiple overalls are fold-
ed and stacked on top of one another next to a 
sewing machine, as a stand in for the sobering 
amount of seamstresses who have worked at 
this one machine. By inserting sewing-ma-
chine needles and pins into the gauze, the grid 
of the gauze is disrupted, causing permanent 






















































Throughout my work, I use Bogues’ notion 
of the trauma of colonial subjects to investi-
gate the physical trauma that factory workers 
experience. Even though colonialism and 
apartheid have been dismantled at the state 
level, the underlying economic structures 
are unchanged and the physical trauma of 
the worker is ongoing. If Caruth’s43 view of 
trauma as constantly returning is correct, 
then how do the bodies of these workers 
heal? Do they ever get to know their vio-
lence fully? More pressingly, can they ever 
recover? With these questions in mind, I 
created the piece Paying homage. 
Paying homage comprises five metres of 
cream-coloured gauze. I used pins for the 
side seams, the collar and the buttonholes. At 
the bottom of the overall, I wrapped a sew-
ing machine into the length of the overall. By 
hanging the overalls from the ceiling I am ele-
vating the worker, even as the sewing machine 
weighs her down.
This artwork was a response to Mary Tu-
ma’s creation of Homes for the disembodied as 
a tribute to Palestinian women who provide 
strength in terrible circumstances, but who 
receive no recognition (Tuma 2000). 
43 Cathy Caruth, author of Unclaimed Experience: Trauma, 
Narrative and History (1996), is an expert in the field of 
trauma studies. Drawing on Sigmund Freud, she explains 
how in traumatic experiences there is a [b]reach in the 
mind’s experience of time, self and the world-it is not like 
the wound on the body, a simple healable event, but rather 
is an event in which the structure of its experience…is not 
assimilated or experienced fully at the time, but rather is 
only done so belatedly, in its repeated possession” (1996:3-
4). Traumatic experience returns to haunt the victim in 
the form of flashbacks or nightmares (1996:7). For Caruth, 
“[w]hat returns to haunt the victim…is not the reality of the 
violent event but also the reality of the way that its violence 
has not yet been fully known” (1996:6). This insight is in-
valuable in thinking about workers whose trauma is ongo-
































Through this work Tuma has brought an 
awareness of the struggles of Palestinian wom-
en. Paying homage was created for the women 
in the garment industry, as way of honouring 
their pain. 
The word “homage” is of course synony-
mous with recognition, admiration, honour, 
commendation, tribute, acknowledgement, 
respect and salute-all emotions that I experi-
ence in relation to the garment worker. The 
word “pay” has a double meaning, referring 
also to the wages that seamstresses earn. 
In the garment and textile industry work-
ers earn a minimum wage of R788 per week 
(Jones: 2013)44. My mother has described the 
process of costing garments for clients. The 
proprietor typically sends her the design of 
the garment, along with the fabric, and asks 
her to create a sample. After she produces 
the sample garment, which has been timed 
for manufacturing, she proposes a costing 
on the garment. If the proprietor is unhap-
py with the costing, he threatens to take his 
job lot to a different CMT. My mother then 
has to reduce her costing, and is usually of-
fered between R45,00 and R50,00 (of which 
10 percent is deducted to pay the cutter) to 
manufacture a cocktail dress that retails for 
R999,99 in a retail shop.
44 For further reading on cheap labour see journal article see: 
Capitalism and cheap labour-power in South Africa: from 
segregation to apartheid by Harold Wolpe (1972). Economy 
and Society, 1(4):425-456. Abstract available: http://www.
wolpetrust.org.za/main.php?include=texts/capitalism.html 








































My understanding of the artwork Cog is de-
rived the literal meaning of the word itself: 
“[A]n engine needs each of its part to work. 
It has gears, which have wheels. Each wheel 
has cogs, or tiny teeth that fit together, mak-
ing the wheel turn, the engine run. Each cog 
is essential to that engine. People can also be 
cogs-they are the workers who, day after day, 
perform their duties seemingly with no end 
in sight”45. I was inspired, in Cog, to create a 
visual representation of this account of the 
human as machine.
I took the cog component from a sewing ma-
chine and recreated it using sewing-machine 
needles and black thread on white cotton 
wrapped around circular-shaped polystyrene. 
Just as the cog forms an invisible but inte-
gral part of the sewing machine (and other 
machines), so too is the factory worker-who 
manufactures the clothing we all depend on 
and wear-repeatedly overlooked. 
45 Although many conventional dictionaries describe the 
term, I am partial to this particular definition. See http://






























My intention with this artwork was to create 
solidarity with garment workers. I wanted to 
feel the pain of working with a bent-over back 
for a long period of time. I planted wooden 
pegs at equal distances from one another in 
the outline of the “foot” of a sewing machine. I 
used thick string and looped the string around 
the pegs one at a time, forming a line-drawing 
of the foot of a machine. 
My intention for this artwork is to create 
compact packages containing the pattern of 
the foot as well as the pegs and the string, 
and send them to people across the world, re-
questing that they recreate the model in scale 
and precision, within a given time frame that 
they cannot deviate from-as a way to simulate 



















































In the conveyor-belt arrangement of the fac-
tory floor, each machinist performs her task 
on a garment and then passes it on to the 
machinist behind her. In order to do this, 
she hangs the incomplete garment on a line, 
and the machinist behind her takes the gar-
ment off the line and carries out her task on 
it, before passing it on. This arrangement of 
machines, with a common line between them, 
gestures to the sense of community that ex-
ists between the workers. Reflecting on the 
arrangement of sewing machines in a facto-
ry environment, I created Re-sil-i-ence. For 
this body of work, I arranged my collected 
machines in rows, closely packed behind one 
another other as seen in this photograph by 
Edward Burtynesky.
I placed seven meters of a continuous piece 
of gauze on the row of machines. At each ma-
chine station, I featured the type of stitching 






































































































For example, at a button-hole machine, I 
featured overlocking, straight stitching and 
buttons. The continuous length of cloth is a 
representation of the unity, support and ca-
maraderie among the workers: in short, their 
resilience. The word “resilience” connotes 
strength, toughness, sturdiness, suppleness, 
flexibility, durability and the ability to last-all 
these associated meanings correspond with 
the character of garment workers. Yet em-
bedded in the same word is the word “silence”, 
which hints at the silence of the worker. Link-
ing the garment worker to notions of silence is 
in many ways ironic, given the deafening noise 
of the factory setting, with its constant in-
dustrial drone. But this noise becomes white 
noise for workers who have worked in the en-
vironment for years.
My intention in this piece was to un-silence 
these resilient bodies and create a space in 
which their names and their reality could be 
validated and inscribed.
Op-Press-ion 
Op-Press-ion includes paper made from cot-
ton overalls. The process of making paper 
out of cotton involves the use of caustic soda, 
which releases poisonous gases and generates 
a toxic environment. For me, this environ-
ment is a signifier for the toxicity of apart-
heid, and the caustic soda’s breaking down of 
the cotton fibres corresponds to the relent-
less tearing apart of communities under the 
apartheid regime.
This idea prompted me to collect overalls 
from the workers at Abramz Clothing. The 
overalls that I collected were used in their 
original form, with all their traces of the 
body: stains, smears and smells. The over-
alls were cut into small squares (of roughly 
two centimetres squared) and soaked in wa-




































After two days the squares were boiled in a 
pot with water and caustic soda46. Caustic 
soda helps to break down the fibres in the 
fabric. The boiled cotton squares were then 
rinsed thoroughly to remove all poison and 
mechanically pulverised for eigth to nine 
hours, separating the woven fibres from one 
another and reducing the overalls into a fine, 
white, liquid pulp. The pulp was poured into 
a deep basin and diluted with water. Delving 
a sieve frame, at an angle, into the basin with 
the pulp and scooping the pulp carefully onto 
the frame created the paper.
46 Caustic soda is a corrosive acid that is used in pulping 





























The frame was held at an angle to drain the 
excess water from the sieve, leaving the cot-
ton fibres safely on top of the sieve. 
Next, the frame was carefully turned upside 
down onto a wet cloth that helped drain the 
excess water. With a sponge, slight pressure 
was exerted onto the sieve by rubbing its sur-
face and soaking up the water. This action 
allowed the pulp to be transferred from the 
frame onto the receiving cloth. The action 
was repeated, layering all the sheets on top of 
one another, until the desired amount of pa-
per was created. Once all the pulp had been 
made into sheets of paper, the paper sheets 
were placed into a press, removing all the ex-
cess water. Finally, the sheets of paper were 
separated from one another and then rear-
ranged with dry layers of cloth that were then 
packed together tightly and allowed to dry. 
My purpose in making paper was to use it 
as a surface on which to finally document, 
or “write”, the biographies of the women 
working at Abramz Clothing, and in turn to 
honour them and give them a voice. Paper 
is linked to communication, books, money, 
pay packets, dress patterns and time cards. 
The title Op-Press-ion refers to the process of 
placing the fibres under the press to squeeze 
out the water and force the fibres to adhere 
to one another. This rigorous process creates 
something productive-paper. Similarly, it is 
my hope that my artistic engagement with the 
factory space can provide, if not redemption, 
then at least recognition for the women who 


































teenth-century government and industry 
could not control workers at night, once they 
had left the workplace, despite their ruthless 
control over them during the day. My inter-
views of twenty-first-century workers reiter-
ate Rancière’s findings and suggest that little 
has changed for the working class over the 
course of the last two centuries-their frustra-
tions and their aspirations remain as forceful 
as ever.
Creating artworks to highlight this concern 
does not mean that art can fix what is wrong or 
unjust-art cannot solve the immediate mate-
rial conditions of those whom I have engaged 
in this project. The idea is rather to adopt the 
attitude embodied by Salcedo (2014:1180-
1183) and described by Hutcheon (1989: 
23), namely that “art does not necessarily ‘do 
something’… but it may at least show what needs 
undoing.” This showing is in itself a deeply po-
litical act, which I embrace, and re-stage, in the 
space of contemporary art-making-a space that 
is at once guarded by formidable boundaries 
(O’Doherty 1986) and open to the material re-
sults of the artist’s actions. This view of contem-
porary art - making allows the artist, and myself 
by extension, to challenge and unseat accepted 
ideologies from the inside out, and to offer the 
art-making process (in my case, the exhibit) as 
a process beyond the reductive categories of 
“product” in the gallery system and “service” in 
the global capital network. 
Conclusion
In this project I have illuminated the plight 
of real, working-class lives using ordinary ob-
jects and various art-making strategies. What 
unites Courbert’s and Sekoto’s painting, 
Nguyen-Hatsushiba’s film, Weiwei’s installa-
tion, O’Connell’s photography and my work 
is the centrality of the worker and his/her 
struggle, as well as the oppressive system in 
which both the worker and the artist operate. 
My concern for the plight of the worker is 
not an arbitrary one: it extends from my own 
family lineage of seamstresses. I am therefore 
writing not about the workers but with them, as 
the title of this project tries to communicate. 
In my work I have drawn on artists, across 
time and space, who share my concern for 
the lives of subjugated communities. These 
artists all approach this concern in decidedly 
different ways, but what connects them (and 
them to me) is the aesthetic of the ordinary 
object as a tool for addressing socio-political 
issues and the colonial and apartheid legacy in 
which they, like me, work.
Even after these oppressive regimes have 
been toppled, it seems the working class re-
mains entangled in their threads. For Bogues 
(2010), “we live in a world in which the traces 
of racial domination continue to shape our 
human world.” And yet, though these op-
pressive threads linger, I draw on Rancière’s 
conclusions in Proletarian Nights that nine-
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Figure 1. Gaustav Courbet. (1849 -1850). The 
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Figure 2. Zyma Amien. (2015). The needle, the 
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needles, paper made from overalls and 
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Figure 3. Gerard Sekoto. 1946. Song of the Pick. Oil 
on board. 49 x 59,5 cm. BHP Collection.
Figure 4. Jun Ngyuen - Hatsushiba. (2001). Memo-
rial project Nha Trang, Vietnam: Towards 
the Complex - for the Courageous, the Curios 
and the Cowards. 13 minute video projection.
Figure 5. Jun Ngyuen - Hatsushiba. (2001). Memo-
rial project Nha Trang, Vietnam: Towards 
the Complex - for the Courageous, the Curios 
and the Cowards. 13 minute video projection.
Figure 6. Ai Weiwei. (2010). Sunflower Seeds. Hand 
painted porcelain. 
Figure 7. Ai Weiwei. (2010). Sunflower Seeds. H 
and painted porcelain (Details).
    
Figure 8. Ai Weiwei. (2010). Sunflower Seeds (pro-
duction).
Figure 9. Ai Weiwei. (2010). Sunflower Seeds. Tate 
Modern, Turbine Hall. 
Figure 10 Doris Salcedo. (2003). 1550 Chairs stacked 
between two city buildings. Wooden chairs. 
Figure 11 Doris Salcedo. (2003). 1550 Chairs stacked 
between two city buildings. Wooden chairs 
(Details).
Figure 12. Doris Salcedo. (1997). Unland: The Or-
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Figure 13. Doris Salcedo. (1997). Unland: Audible in 
the mouth. Wood, thread and human hair.
Figure 14. Doris Salcedo. (1998). Unland: Irrevers-
ible witness. Wood, cloth, metal.
Figure 15. Doris Salcedo. (1998). Unland: Irrevers-
ible witness. Wood, cloth, metal. (Details).
Figure 16. Doris Salcedo. (1992-1997). Atrabiliarios. 
Shoes, surgical thread and animal skin.
Figure 17. Doris Salcedo. (1992-1997). Atrabiliarios. 
Shoes, surgical thread and animal skin.
Figure 18. Siona O’Connell (2012). Spring Queen. 
Photographed by Ashley Walters. 
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Figure 19. Siona O’ Connell. (2012). Spring Queen. 
Film.
Figure 20. Zyma Amien. (2015). Union Special. 
Found Object.
Figure 21. Illustration of sewing machine parts.
Figure 22. Zyma Amien. (2015). Unpick. Found Ob-
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Figure 23. Zyma Amien. (2015). The needle, the 
thread and the human. Sewing machine 
needles and black thread.
Figure 24. Zyma Amien. (2015), The needle, the 
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Figure 25. Zyma Amien. (2015). Time-line. Cotton 
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Figure 26. Jeremy Bentham. (1791). Design of pan-
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Figure 28. Zyma Amien. (2015). Knee pedal. Found 
object. 
Figure 29. Zyma Amien. (2015). Foot pedal. Found 
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Figure 30. Zyma Amien 2015. Pinned down. Wire 
frame.
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(Details).
Figure 32. Zyma Amien. (2015). Pinned Down. Wire, 
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Figure 33. Zyma Amien. 2015. Pricks of Conscious-
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Figure 36. Mary Tuma. (2000). Homes for the Disem-
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Figure 37. Zyma Amien. (2015). Cog. Cotton, black 
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Figure 38. Zyma Amien. (2014). Foot. Sewing ma-
chine part. Found object.
 
Figure 39. Zyma Amien. (2014). Foot. Video. 
Figure 40. Edward Burtynesky. (2013). China. The 
photographs of Edward Burtynsky.
Figure 41. Zyma Amien. (2015). Re-sil-i-ence. Sew-
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Figure 42. Zyma Amien. (2015). Op-Press-ion. Over-
all squares preparation.
Figure 43. Zyma Amien. (2015). Op-Press-ion. Pulp 
preparation.
Figure 44. Zyma Amien. (2015).Op-Press-ion. Over-
alls (Details).
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Addendum A: I contacted the artist Jun Nguy-
en-Hatsushiba on 3 February 2015 via Facebook, 
with the intention of purchasing a copy of the 
artwork, Memorial Project Nha Trang Vietnam: To-
wards the Complex- For the Courageous, the Curios 
and the Cowards. It was sold out and, after many 
conversations with the artist, he kindly sent me 
two clips of 30 seconds each of his video via Medi-
afire on the 3 July 2015.
Addendum B: I interviewed 15 workers at Abramz 
Clothing on 10-11th June 2014 in Athlone Indu-
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